Drawing the city is a proposal for an ethnographic research project in Rio de Janeiro. I begin by mapping the production of an international group calling themselves 'urban sketchers,' whose collective project extols drawing as a form of looking, knowing and registering the experience of living in cities. Next I show the connections between art and anthropology, as well as their relation to cities and to Rio de Janeiro in particular. The sources and bibliography on the themes of the social history of art, drawing, visual anthropology and urban anthropology are also discussed. Setting out from the latter area, I present the possibilities for undertaking an ethnography that contributes to our comprehension of the graphic and symbolic narratives of urban life.
entitled "urban sketches." A year later, the initiative led to a blog and, in December 2009, gave rise to the non-profit organization Urban Sketchers (USK) which is dedicated to organizing events, raising funds and providing grants to artists. Since then, as well as recruiting members in more than 50 countries, USK has also generated around 25 local affiliated blogs, like USKPortugal, USK-Indonesia, USK-Argentina and so on. The first international symposium hosted by the NGO took place in 2010, in Portland, USA. A second event was held the following year in Lisbon, Portugal, attended by around 250 "urban sketchers," including researchers, professors, students and speakers. The "spirit" of USK is summarized in its manifesto:
We draw on location, indoors or out, capturing what we see from direct observation. Our drawings tell the story of our surroundings, the places we live and where we travel. Our drawings are a record of time and place. We are truthful to the scenes we witness. We use any kind of media and cherish our individual styles. We support each other and draw together. We share our drawings online. We show the world, one drawing at a time. 4 The final phrase of the manifesto became a slogan for the group.
Displayed prominently on all its blogs, the phrase "We show the world, one drawing at a time" "calls attention to an interesting contemporary phenomenon: knowing the world through drawings.
The expression "show the world""not only means "showing the world" "but also exploring and knowing this world, as the many synonyms of the verb "to show" "make clear : "present, reveal, manifest, expose, mark, prove, highlight, attest, emphasize, allow to see, make understand, demonstrate, make visible." 5 Teresa Carneiro explores these dimensions, presenting the drawings from the book Diários gráficos em Almada -which involves the participation of various members of the Portugal and Spain USK -as experiences that express a "more attentive look," "a "systematic investigation," "an "attitude of interrogating and rediscovering the mediations 3 Detailed information on USK, its history and events, can be found at www.urbansketchers.org. I should immediately point out that in the text I make recurrent use of some terms typical to the universe of blogs clearly familiar to readers: online, post, link, site, blogger, etc.
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Available at http://www.urbansketchers.org/p/about-usk.html.
5
Cambridge Advanced Learner's Dictionary (software), Cambridge University Press, v. 1, 2003. karina kuschnir vibrant v.8 n.2 and ways of seeing the world" in order to, eventually, "(re)encounter the world through drawing." 6 "We are not perfect sketchers" | Who draws?
"Lisboa", Eduardo Salavisa 2011
The sub-title for this section comes from the title of Eduardo Salavisa's article in the above-cited book, which was published to accompany an exhibition of drawings of Almada, a city in Portugal. As Salavisa explains, the idea that someone can make drawings without calling him or herself an "artist""(or a professional illustrator) is central to this universe:
The authors of the displayed sketchbooks have no intention of being artists. While some are, and some will be, this was not why they took part in this exhibition. The fact they are all excellent sketchers, which they are, is likewise not the reason why they are here. They took part because they have a habit: they draw in sketchbooks systematically, daily, I would even say obsessively. Among the universe of people who contribute to USK, one particular sketcher and blogger stands out: Danny Gregory, who is a New Yorker and the author of at least three books central to the sketchbook world and its online interface. 7 It all began in 2003 with the publication of Everyday Matters: a memoir, an autobiography composed of texts and drawings, defined on its back cover as a "graphic memoir." 8 In this book, Gregory tells how an accident left his wife Patty paraplegic, and how the couple tried to carry on with their lives, raising their son Jack, who was just a tenmonth old baby at the time of the accident. The story's meaning is also summarized on the back cover:
In a world where nothing seemed to have much meaning, Danny decided to teach himself to draw, and what he learned stunned him. Suddenly things had color again, and value. The result is Everyday Matters, his journal of discovery, recovery, and daily life in New York City. It is as funny, insightful, and surprising as life itself.
"Amsterdan", Danny Gregory 2010
On page 12 of the book Gregory narrates with an air of suspense: "Then one evening I decided to teach myself to draw." The pause ( "one evening"), 7 His three main books are cited in the bibliography. Gregory was also the creator and moderator of an online discussion group that was founded in 2004, which now has more than 4,000 members and is hosted on the Yahoo Groups site (http://groups.yahoo.com/group/everydaymatters/). Since 2010, his blog has become more like a website and can be found at www.dannygregory.com. As well as these web addresses, there are various others related to Gregory, with groups on Flickr, Facebook etc.
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A reference to the concept of a ""graphic novel""-an established term for books of sequential art with denser themes aimed at adults that do not fit into the category of ""comics.""About these terms, see chapter 7 of Comics and Sequential Art by Will Eisner (1985; translated into Portuguese as Quadrinhos e a arte sequencial, 1999). the unusual ( "teach myself ") and the magical ability ("draw") combine all the ingredients for a ritual of transformation in which the hero overcomes obstacles and discovers a new world. In his own words: "it didn't matter what I drew." All that mattered was drawing with that "slow, careful gaze," through which he learned to value each day ("everyday matters") and each object, however simple. Opened cans of food, old pairs of shoes, a corner of New York -everything can encounter its own space in his sketchbooks.
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Saul Steinberg, cited by Gregory as one of his main sources of inspiration, talks about drawing as a process of knowing: "You must manage to establish complicity with whatever you're drawing until you gain a deep knowledge of it." The observational drawing, the artist says, forces the sketcher "to find answers to questions that so far haven't been raised."
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A number of these elements appear in The Creative License -Gregory's most extensive book. The explicit objective of the work is to cultivate "a wild celebration of amateurism" (back cover) and turn drawing into a process, a means of self-discovery and self-recuperation, as the title and subtitle emphasize: "The Creative License: giving yourself permission to be the artist you truly are." The punning on the words license and permission suggests that learning to draw can be like learning to drive, accessible to everyone. This is the same principle found implicitly in the USK manifesto (which does not use the word "artist") and explicitly in Salavisa's text, cited above. Not by coincidence, the epilogue to Gregory's book reads: "Dedicated to you, the artist." In the introduction to An Illustrated Life, Gregory talks to his reader: I hope they [the book's collaborators] will all encourage you to buy a little blank book and start recording the contents of your medicine cabinet, fellow passengers on your commute, the clutter on your desk. Whether you are an artist, a designer, a writer, a musician or a CPA [accountant], I hope you'll discover the richness, the adventure and the endless horizons of your own illustrated life. (Gregory 2008:7) In this universe, becoming a sketcher is a journey of self-knowledge, which transforms the person and confers identity. These are drawings where the "objects" "do not exist in themselves, but as "objects drawn by somebody." As John Berger tells us, the drawing of a tree does not show a tree but 9 Gregory (2003:13) .
"a tree-being-looked-at." Teresa Carneiro adds to this idea, writing that the drawings produced by sketchers tell us "something about the person drawing" and about the conditions "in which each drawing was made," as though they revealed "a consciousness of the experience of seeing itself."
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Drawing the city | Drawing what?
Drawing a city isn't just capturing it on paper, it's really about getting to know it, to feel it, to make it your own. (Nina Johansson, correspondent of the blog Urban Sketchers, in Stockholm, Sweden)
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In Danny Gregory's work, the themes covered by the drawings are broad in scope and contain a strong element of observing the private universe: personal objects, pets, friends, self-portraits.
At the same time, since Everyday Matters, the city of New York has played a prominent role in his identity as a sketcher. Gregory calls he city one of the world's four "creative Meccas""(alongside Los Angeles, Paris and London); these are the places his readers should go in search of stimulating ideas and people. His own books, notebooks and online publications are full of drawings of New York, as well as dozens of sketches of other cities visited on trips.
As their name for themselves, urban sketchers, emphasizes, drawing urban space is a core value in their observational universe. The sketcher's relation to his or her own city or to the cities visited while travelling is one of the project's distinguishing features. The names of the observed cities are contained in the title of the blogs, webpages and books and in most of the captions to the drawings in the USK universe. The entire international symposium of the USK in Lisbon was organized around the idea of "drawing the city." "Its notebook featured a drawing of Lisbon on the cover, a map of the city on the back cover and a program in which all the workshops were named after the locations where the drawings had been made. At the 2011 event in Portugal, the six lectures given were related to the theme of drawing in an urban environment. Ruth Rosengarten produced an in-depth analysis of the history and academic debates surrounding the issue (which I will discuss later). James Richards highlighted the renewed value attributed to hand-made observational drawing in communication projects, architecture and entertainment. Matthew Brehm discussed how to teach architectural students to draw "on location," "emphasizing various elements present in the USK manifesto. Antonio Jorge Gonçalves described a travel project that involved him drawing subway passengers in ten cities of the planet, leading to the book Subway Life. Tia Boom Sim, meanwhile, told how she and the group of sketchers from USK-Singapore ended up unleashing a process of "rediscovery" "and "revaluation" "of one of the city's neighbourhoods through drawing. Simonetta Capecchi showed drawings made from behind the scenes of the project "The L'Aquila Earthquake: a collective report." "Following delays with reconstruction work in the aftermath of the tragedy, which resulted in 300 deaths and 1,600 injured people, and led to the complete evacuation of the Italian city of L'Aquila for more than a year, a group decided to draw the location and, through these drawings, tell its history and that of its inhabitants.
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Draw how? | Devices
To draw the city, one of the trademarks of the USK universe is the use of sketchbooks. These may be small, with blank or grid paper, Japanese-style, Aside from the principles already cited -"drawing to see," "don't be a perfect sketcher," "draw the city" and use sketchbooks for their drawings -the universe of urban sketchers (delimited here through their manifesto, blogs and a selection of representative works) is full of "devices" "that establish rules and conditions for making drawings.
I use the concept of "device" "as found in the definition of the documentary cinema of João Salles, explained by Arbel Griner:
Salles uses the term device to describe the "rule,"" "prison" "or "limits" that the 14 Gregory (2006:51) . The expression "draw with the right-side of the brain" became famous through the title of the book (and the method) of Betty Edwards (2005) and, in brief, means making an observational drawing divested of the intellectually known "concepts" relating to the observed objects. The work is widely cited in books and blogs in the USK universe.
documentary maker imposes on himself when making a film. For him this is one of the fundamental questions of the documentary, since it translates the way in which the documentary maker organizes and informs/shapes the film -a reflection too of his way of framing the world. (Griner 2010:46) Similarly the drawings of the urban sketchers are not "simply" drawings: they are "informed-shaped" by a particular "worldview." Drawings are defined by the locality surrounding the sketcher ("on location"), the use of direct observation (contrasting with drawing from memory), the search for a narrative (telling a story based on the observed world) and the providing of a context (time and place). There is a moral basis (be truthful to what is observed) and a philosophical basis ("show the world, drawing by drawing,"
which can be likened to the Chinese saying: "a thousand-mile journey begins with one step"). There is respect for diversity and individual styles, as well as the principle of not distinguishing between artists and non-artists, implicit in the defence of the sketchbook (rather than the art gallery) and their collective and non-commercial identity (we support each other, draw in a group and share our drawings online).
Based on these general devices, very often an individual sketcher establishes his or her own rules, such as drawing "every day"
(various authors in Salavisa 2008); drawing for a month just the "clothes from your closet" (Gregory 2006); draw "always standing up," to avoid feeling "too comfortable" (M. Brehm); 15 draw anything "in less than 30 minutes" (Steel 2010) or draw on very personal media, such as the aforementioned "old accounting books" used by Lapin.
As in the documentaries made by Salles, Gonçalves (2010) in his project Subway Life set a list of rules or "devices" for himself: draw people in the subway; draw people full-length, but not the surrounding environment; do not "select" a particular character for the drawing: he forces himself to draw the passenger in front of him (to get around the idea of the "desire" for the drawn object); draw only in "square notebooks" (a personal "passion," later abandoned, the author says, when he arrived in New York and discovered "passengers too big" for the format); draw in subways of ten different cities;
and draw all the lines of the chosen subway system, at all times during the 15 Information given by Matthew Brehm in his workshop at the 2nd USK Symposium in Lisbon.
working day, in daily sessions of three to six hours.
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Deepening our understanding of these different devices, here no more than outlined, is perhaps a good way to comprehend how the urban sketchers relate with the city through drawings. Put otherwise, we could ask: how are the sketchers" drawings constructed through the ways in which they "frame" the city?
Designing a project | The research proposal
In 2012, a group affiliated to the Urban Sketchers organization will be created in Brazil, with representatives from Rio de Janeiro, São Paulo and other cities. This innovation, arising from the participation of Brazilians on the blog network and at the USK event in Lisbon, was one of the reasons that led me to formulate a research project about urban sketchers in Rio de Janeiro. The existence of this local social base made the idea of producing an ethnography much more concrete.
As a "sketcher" myself and an urban anthropologist -I have conducted research in this area for twenty years now -I glimpsed an ideal opportunity for a fieldwork project in which drawing and the city are densely interwoven. Rio de Janeiro indeed has a long history as a "drawn city."
The research proposal thus emerges from the convergence of these three domains: the "urban sketchers," the city of Rio de Janeiro and anthropological theory. We have a universe of (networked) social actors, a research locus (the city, the starting point extended through the networks) and a theoreti- 17 Eckert (2010:180) . These are some of the questions that the research project aims to answer. to take into account the "profound feeling of the artist before the objects that he has chosen," without presuming that a "combination of exact details" that are "patiently assembled" can enable the recreation of nature in a drawing (p.
Anthropology, city, drawing | The bibliographic illusion
192, free translation).
Like Matisse and Van Gogh, Paul Klee also reflected on the need of the artist to feel, select and find his way:
Art does not reproduce the visible; rather it makes visible. (...) There has to be some region common to spectators and artists in which a mutual approximation is possible and where the artist does not need to appear as something apart, but a creator that, like the reader, was hurled without warning into a multiform world and, like the reader, has to find his own way, for good or ill.
(Paul Klee, Sobre a arte moderna e outros ensaios, free translation, p. 52)
I would venture to say that Van Gogh's "invisible wall," Matisse's unproductive search for "exact details" or Klee's evocation of the drifting of the "multiform world" all provide useful analogies for the difficulty faced by the researcher confronted by the vast range of works referring to the themes of his or her research.
The more works we read and the more classes we teach about this literature, the more aware we become of its complexity and more conscious still of the huge amount of texts we have to "leave out." Faced with the profusion of already read works and other, almost infinite possibilities for our desires to pursue (through online bookstores), we feel like Jacinto de Tormes, a character in A cidade e as serras by Eça de Queirós, who became paralyzed staring at his library of more than 30,000 volumes, unsure which to read before going to sleep.
Here I glean a little comfort from the seven pages written by Luiz Hence the classification presented in each article is objective only insofar as its author makes apparent, even if only implicitly, the bias informing it.
(...) The only possible guarantee of the "scientificity" of our forms of knowledge is this: maintaining doubt and debate open always, submitting each statement to comparative, historical and empirical debate." (Duarte 2010:19-20) Here I follow Duarte's lead, looking to avoid the production of a "bibliographic illusion" -to paraphrase Pierre Bourdieu's famous expression concerning autobiographic narratives and their tendency to present lived events as "coherent" wholes, animated by the "totalizing" and "artificial" production of meaning.
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Consequently I start by highlighting the areas I could investigate for a research project on drawing and the city, but shall be unable to cover sufficiently, due to the choices made, time demands and personal limitations. Some areas are present, such as the anthropology and sociology of art, as well as visual anthropology, but comprise vast fields of reflection with which I intend to dialogue in more depth in the future. 21 Others, such as the universe of communication, new technologies, design and urban planning, are briefly mentioned only and will comprise bibliographic areas providing support as and when needed.
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Returning to the idea of the three main domains -urban sketchers, the city of Rio de Janeiro and anthropological theory -I present below some of the different sets of sources and bibliographic references that will help develop my ethnographic investigation.
I discovered the universe of urban sketchers through the internet and a little later through works published in the United
States and Portugal. The two key authors who I would pick out as the core of this literary production are Danny Gregory (2003, 2006, 2008) and Eduardo Salavisa (2008, 2010a, 2010b, 2011 Historically, somewhere in the middle of the spectrum between apparent objectivity and declared subjectivity, sits the sketchbook as traveller's companion and ethnographer's tool, recording not only the urban and natural surroundings, but also the lives and customs of foreign people in far flung lands. (Rosengarten, 2011:4) Rosengarten suggests a likeness between sketchers, historians and anthropologists, all of whom produce detailed observations of "everyday life" in the city. For the author Michel de Certeau, reflection is central: someone who wanders the streets may lose sight of the whole, but engages in a rich bodily and sensory exploration, absorbing the city's spaces in a new way.
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A sketcher too, the anthropologist Manoel João Ramos claims that drawing is an opportunity to "participate in a world" that is not one's own, creating "imaginary" orders and organizing "lived experiences" in memory.
Moreover, the act of drawing, in contrast to taking photographs or filming,
allows a more open dialogue with the "people with whom the traveller comes face-to-face." For Ramos, the gesture of drawing is especially important in the ethnographer's case since it becomes an invitation to the native "to look, to dialogue with him, to grant him the status of a human being." Returning to the idea of drawing as a means of knowing the city, we head to Brazil, more precisely São Paulo, and the words of the architect and illustrator Paula Caffé. She begins by emphasizing the value of drawing in the street, "being" and "living" in the city:
Remaining local makes a lot of difference to drawing: because of the bustle, the pedestrians, the climate. I think it's really important to let your mind wander in the location. (...) I also like to draw in a boteco (bar), a padoca (bakery), 27 on any street corner. I draw much better than when in my studio. In the book Avenida Paulista I revived this methodology of drawing in the street.
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Here I would also highlight her appreciation of how this act of drawing "on location" becomes a new form of "seeing" (in the sense that we explored in the initial section of the project) and appropriating the city:
Another 31 Compared to the 19th century, the 20th century shows a steady decline in the predominance of drawing in forms of artistic expression. This is an interesting theme that could be explored in the research. On this topic, see the extremely detailed study by Korzenik (1985) on the teaching of drawing in American schools in the 19th and 20th centuries. 33 On other themes in the work of Ginzburg, see Kuschnir (1993) . For an in-depth discussion of the relations between anthropology and history, see Darnton (1986 and . I also suggest Le Goff (1998) on art and the city from a historical perspective.
34 As well as Agier's synthesis (2011), heavily inspired by Hannerz (1980) , various other edited works and texts look to provide a panorama of anthropological research conducted in cities: Amin (2002), Augé (1997) , Fox (1977) , Giner (2004) , Gmelch (2002) , Gutwirth (2010 ), Low (2005 , Rogers (1995) and Sanjek (1990) .
Seen in this light, we can recall the exemplary monographies of Whyte (2005) and Mitchell (2010) to avoid "reifying the urban," with the risk of isolating it from its "socio- Simmel (1967 Simmel ( , 1971 Simmel ( , 1978 Simmel ( , 2006 , we cannot fail to cite Park (1967) , Wirth (1967) and other authors collected in Velho, O. (1967) . In the Chicago tradition, I would also highlight the works of Hughes (1993) and Becker (1982 Becker ( , 2007 Becker ( , 2009 ). There are also the exemplary ethnographies of Gans (1962) and Jankowski (1991). In the English tradition, we can pick out the fundamental collection of Feldman-Bianco (2010), including contributing authors such as Gluckman (2010), Mayer (2010) and Van Velsen (2010) . Here I would also cite Epstein (1969) , Mitchell (1969 ), Bott (1976 and Barth (2000) . The study by Elias & Scotson (2000) is also an important reference work for understanding 20th century urban life. Kuschnir (2000 Kuschnir ( , 2003 , Magnani (1984 Magnani ( , 2000 Magnani ( , 2002 Magnani ( and 2003 , Moura (2003 and , O'Donnell (2008 ), Oliven (1980 , Peixoto (2006) , Vianna (1988 and 1997) and Zaluar (1985) . In relation to urban research in Portugal, see Cordeiro (1997 and , Cordeiro & Costa (1999) International Urban Sketching Symposium, in Lisbon, where workshops and lectures were given by more than thirty teachers who came from every continent. 39 The experience played a decisive role in leading me to the present research theme since, beyond the explicit aims of teaching and encouraging the production of drawings, the Symposium generated a wide-ranging debate on the role of drawing in urban life. So I end this text by pressing the "pause" button. The research is just beginning.
37 On methodological questions, see Malinowski (1978) , Velho (1981 ), Becker (1993 , 2007 , Leach (1982) , Sahlins (1997 ), Geertz (1997 , Kuschnir (2003) , O'Donnell (2008) and Castro (2008) .
38 Regarding my work in the audio-visual area, I should also note that I was a professor in the Department of Social Communication at PUC-Rio for sixteen years, where I offered courses with a special focus on discourse analysis, iconography and film narrative. I have worked in research studies on television and political advertising. simioni, Ana Paula Cavalcanti. 2002 . Di Cavalcanti ilustrador: trajetória de um jovem artista gráfico na imprensa (1914 -1922 goffman, Erving. 1975 Erving. [1959 . A representação do eu na vida cotidiana.
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